Ten years of travelling followed, accompanied by his father who had come to Europe looking for medical treatment. Hennessy later explained, in his interview with Chevaillier in 1929, that Italy had been his main residence during this time, living probably near Viareggio or Livorno. 12 He gave a piano recital at the Théâtre de la Monnaie in Brussels in 1903 where he met his second wife, Claire Przybyszewska, 13 and must have moved with her to Paris soon afterwards. 14 There they lived initially at Rue Chalgrin, in the 16th arrondissement of Paris and were married in London in July 1909. Their son Michel Patrice (for the American authorities: Michael Patrick) was born the following year. They then lived on the Boulevard Raspail in the Montparnasse quarter which, apart from being fashionable among artists, was also home to a community of Breton composers. 15 Illustration 1: Swan Hennessy, Le Guide du concert, 21 October 1921. Reproduced with the permission of Médiathèque Musicale Mahler (Paris) .
Around 1906 Hennessy made the acquaintance of the prestigious music publisher Eugène Demets who became his exclusive publisher from 1912. The circumstances of the First World War compelled Hennessy to leave Paris and he took his family to Switzerland where they resided in Veytaux on Lake Geneva from 1915 to 1919, 16 a five-year period during which he composed almost nothing and had no works performed. 12 Chevaillier, 791; that he was probably resident in the area of Viareggio is deduced from the divorce records. 13 Claire Przybyszewska (1883 Przybyszewska ( -1947 , born in Plusnitz (now Płużnica), grew up in Brussels where her mother was employed in the household of King Léopold II.
14 On the cover page of the manuscript of his Violin Sonata, Op. 14 (c1902-4) Hennessy gives his address as 4 rue Chalgrin. Bavarian State Library, Munich, Schott Production Archive (archived under plate no. 27497). 15 The date of the move to the Boulevard Raspail is not yet certain. The earliest proof of the new address found so far is a letter dated April 1911 to the music publisher Schott; Staatsbibliothek Berlin, Stiftung Preußischer Kulturbesitz, Schott Safe Archive, file no. 56040.
Michael Hennessy died in Veytaux in 1919 and Swan inherited his father's fortune, giving him financial independence for the rest of his life. After the war the family returned to their apartment in Paris. He died there on 26 October 1929.
Illustration 2: Swan Hennessy in c1925, a portrait by the society photographer Boris Lipnitzky. Reproduced with kind permission of the Hennessy family.
Hennessy's first compositions date from the mid-1880s and resulted in his first published works including a piano trio (Op. 10), the vocal works Opp. 3 and 5, and eight piano pieces. (These and all other known compositions by Hennessy are detailed in a worklist at the end of this article.) Apart from the last work of this period, the Miniatures, Op. 11 for piano, published in Paris by Durand et Schoenewerk, they were all published in Germany or England and have, with one exception, German or French titles. They are written in a late-Romantic musical language that has often been described as Schumannesque in their melodiousness and lyricism 17 and which is also reflected in some of the works' dedications, such as those of Op. 7 (to Theodor Kirchner) and Op. 8 (to Clara Schumann) . This early-work phase is, however, notable for the absence of any of the Irish or Celtic elements that were to become such prominent features of his later music.
Hennessy's Lieder an den Mond, Op. 10 (1888) is his first collection of chamber music. The Monthly Musical Record called them 'well-felt compositions, poetic and interesting, whose romanticism has its roots in Schumann', 18 while The Musical Standard considered them 'fantastically constructed, and bizarre rather than melodious'. 19 The three short movements are titled Um Mitternacht ('At Midnight'), In der Frühe ('Early in the Morning') and Am Abend ('In the Evening'), and suggest the different moods and locations of the moon's course. The Romantic theme presented by the violin in the opening largo is characteristic of his early style: see Example 1.
After a barren ten-year spell between 1892 and 1901, Hennessy began composing again and it is perhaps during this phase of his development in which he is, arguably, at his best in terms of quality, originality and stylistic proximity to contemporary French music. His first Irish-inspired compositions (Opp. 12 and 14) were probably written in or around 1900 and published in 1902 and 1904 , his musical language had absorbed some of the modern music of Paris, and this is reflected in a number of contemporary reviews. One critic-one of the many at the time who viewed musical impressionism with suspicion-wrote of two pieces of Hennessy's Nouvelles feuilles d 'album, Op. 27 (1907) Op. 43 (1911 Op. 43 ( , published in 1912 feature a three-movement structure with a minuet in the middle. Ravel's pastiche works in the style of other composers, entitled À la manière de … Borodine and À la manière de … Chabrier (1913) , were later successfully followed up by Hennessy in a series of five volumes of À la manière de … of his own (published 1927-8, but begun around 1917) . 29 Hennessy was personally acquainted with Ravel and also with George Gershwin, whom 27 'Je comprends que Debussy a révélé des possibilités insoupçonnées jusqu'à lui: cette gloire ne lui sera pas enlevée et nous en profiterons tous plus ou moins.' Chevaillier, 793. 28 The Courrier musical of 1 October 1927 shows a photograph of Hennessy with the pianist Marthe Le Breton, with Hennessy holding on his arms the son of Si-Mi, 'le chat bien connu du regretté éditeur Demets' ('the well-known cat of the late publisher Demets'). 29 They also include pastiches of Ravel, Debussy and many others. Contemporary critics responded overwhelmingly positively to these thirty works. Ravel himself may have been inspired by a series of À la manière de … by Alfred Casella (1883 -1947 ) comprising Wagner, Fauré, Brahms, Debussy, Richard Strauss and Franck (Paris: A.-Z. Mathot, 1911 . The inspiration for these was a literary model: the three volumes of À la manière de … by Paul Reboux and Charles Müller (Paris, 1908 (Paris, , 1910 (Paris, and 1913 with two more by Reboux (1925 and 1950). he met when the latter was in Paris (1926 and 1928) , meeting in the bars on the Boulevard du Montparnasse near where Hennessy lived in the 1920s. 30 Hennessy's early reputation (i.e. before c1911) was based more on reviews of his published works than on performances of his music. From the time he settled in Paris around 1903, it took about four years before his music was publicly performed (and reviewed) there in May 1907. 31 It was not until 1913 and his appearance with the Association des compositeurs bretons that his music received a wider public reception. 32 The Association was founded in 1912 by five composers: Maurice Duhamel (1884 -1940 ), Paul Ladmirault (1877 -1944 ), Louis Vuillemin (1879 -1929 ), Paul Le Flem (1881 -1984 and Jean Laporte (dates unknown). 33 A year after its formation, it also included Guy Ropartz (1864 -1955 ) and Paul Martineau (1890 -1915 . 34 They sought to establish a Breton identity in contemporary French music by using Breton material such as folk- 30 Members of the Hennessy family recall that, when Gershwin sought tuition from Ravel, Ravel referred him not only to Nadia Boulanger but also to Hennessy. However, the acquaintance with Ravel cannot have been a very close one as, according to Ravel's biographer Arbie Orenstein, Hennessy's name does not even appear in Ravel's two personal telephone books (e-mail from Orenstein, 15 May 2017). In Gershwin's first public appearance as a concert pianist in New York, in a recital with the FrancoCanadian singer Eva Gauthier in 1923 at the Aeolian Hall, the programme included two of Hennessy's Trois chansons espagnoles accompanied by Max Jaffe on piano (the playbill of the event is reproduced at https://en.wikipedia.org/wiki/Eva_Gauthier). 31 The Sonate en style irlandais, Op. 14, for violin and piano, was performed at the Palais des Beaux Arts song, dances, poetry, dialects or minority languages and legends, and they had frequent recourse to folk melody in compositions that were often coined as 'celtique', thereby creating a spiritual unity with other 'Celtic' nations including Ireland. Ladmirault described the Association as an organization 'where integral Celts, Celts by inspiration and native Celts form a harmonious and varied community'. 35 Hennessy's own connections with Brittany were tenuous-his mother had died in a boating accident off Roscoff in 1880, and during the 1920s he often retreated to the region for a few summer weeks to compose. He was the only member of the group who was not French. Nonetheless, their inaugural concert in Paris on 6 March 1913 featured his Pièces celtiques, Op. 45 (1912) and his works appear regularly in all of their subsequent concerts. The Association was disbanded with the outbreak of World War I (but was resurrected after the war as the Société artistique et littéraire de l'Ouest). A number of their concerts took place at Le Caméléon, a café notable for its literary connections and cabaret, situated straight across the boulevard from Hennessy's apartment:
Brittany, in Paris, is bordered to the north by the Gare Montparnasse, to the west by the Rue Lecourbe, to the south by the Rue de Vouillé and to the east by the Boulevard Raspail. The Caméléon, therefore, finds itself in Brittany, and no locality could be better chosen in which to hear Celtic music. The atmosphere contributed greatly to the appreciation of the works that were offered to us, all by Celtic composers. 36 Musical regionalism in France has received some scholarly attention in recent years although, curiously enough, not in relation to Brittany. 37 Paris, 1908 -1929 (New York: Oxford University Press, 2013 zations but also over the issue of centralization'. 38 What she calls the 'internal exotic' had as much legitimacy as Asian and other musics that so influenced the course of twentiethcentury Western music since the Paris Exposition universelle of 1889. Applying it to Ravel's southern French and partly Spanish heritage, she writes that 'the "internal exotic" is a useful term for musical and other products that focus on the periphery of France and attempt to capture the "otherness" of that region through language, subject matter, instrumentation, and modal writing '. 39 A factor that may have hampered the contemporaraneous (and indeed modern) reception of Hennessy is, perhaps, that he does not seem to have been a member of one of the more prestigious musical societies in Paris such as the Société nationale de musique de France or the Société musicale indépendante. As a foreigner, he may not have had access to the Société nationale, whereas the Société musicale indépendante did at least play music by composers such as Bartók, de Falla, Schoenberg and Stravinsky. 40 The members of the Association des compositeurs bretons, on the other hand, shared a dislike of the atonal avant-garde and, in this regard, Hennessy was one of the most outspoken opponents. In several published letters to journals in England and France, Hennessy argued that Schoenberg was a mere attention-seeking charlatan. In 1912 he wrote to the editor of The Musical Standard as follows:
Referring to Mr. Heseltine's question whether Schönberg is a madman, the 'arch-humorist' of music, or a colossal genius(!) many years ahead of his time, may I venture to suggest an alternative? Is it not possible that he is merely desirous of attracting attention to himself at any cost? It is a sad fact that in these sensation-loving days, such absurdities as Schönberg's 'Drei Klavierstücke', Op. 11, are more likely to excite curiosity than a sincere work of art! 41
Ferchault notes that, in contrast, 'he was no opponent of modernist musical language and was well-disposed towards the aspirations of his contemporaries, yet personally he 38 Consensus, 1913 -1939 (Woodbridge: The Boydell Press, 2013 .
rejected an over-refined style.' 42 Hennessy argued that even 'in the hubbub of a large town, even an industrial one, there is always some kind of harmony, some coherence of tone. You never find continuous dissonance anywhere.' 43 He identified reasons for the trend towards atonality, suggesting that it results from a lack of musical ideas and creativity:
Incoherence How does one explain the ever-increasing fad of incoherence among certain composers of the avant-garde? It is simply the paucity of musical ideas. It becomes more and more difficult to find something that has not already been said. Now, whereas the absence of ideas is cruelly felt in an orderly composition that respects principles that have hitherto prevailed, such absence of ideas cannot be perceived in an incoherent work, of that there can be no question. 44 Hennessy's friend Paul Ladmirault described how Hennessy was nonetheless seduced by Pierrot lunaire when he heard it in the first Paris performance of the work in October 1921: 'Hennessy, who was very much warned against him, returned quite enthralled by Schönberg's Pierrot lunaire.' 45 He was happy to parody the atonality of Schoenberg and his followers-for example in No. 16 of À la manière de … (in volume 3, 1927) , not named after a specific composer but entitled Jeune génie de l'avant garde. Instead of presenting an atonal piece in music notation, he merely inserted two lines as follows: 'Mettez beaucoup de notes, n'importe lesquelles, sauf celles qu'il faut' ('Put in any old notes, no matter which, except the required ones'). An actual atonal composition is his six-bar Bébé prend sa medicine, No. of Impressions humoristiques, Op. 48 (1912) : Example 2. In the manuscript, this aphoristic satire features the following note (omitted from the printed version, apparently by the publisher): 'Malgré les apparences, l'enfant n'habite pas Vienne' ('Despite appearances, the child does not live in Vienna'). 46 Example 2: Hennessy, Bébé prend sa medicine, No. 6 of Impressions humoristiques, Op. 48 (Paris: E. Demets, 1913) . Although Hennessy's music can be regarded, in France, within the general context of French regionalism, his case is rather different, as his music is Irish-influenced. What connected Hennessy with his Breton colleagues was celticism, which is not confined to a specific region and yet has many parallels with both musical nationalism and regionalism. Mostly published after 1920, Hennessy's music in an Irish (or 'Celtic') 47 style remained consistent in its features throughout the rest of his career, with a more complex harmonic language developing over time. A key element of his unique style irlandais is the employment of a melody that is modelled on the melodic characteristics of Irish traditional music, but without actually quoting a folk-song or tune. Most composers attempting to create an Irish style around 1900 did so by quoting folk-songs or dances, using them as thematic material in instrumental music, or by arranging folk- 46 In Manuscript Book III, No. 3, in the possession of the Hennessy family. 47 I have reservations about the term 'Celtic' which is rather loosely and often carelessly applied to many styles of music. I prefer the terms 'celticism' or 'celticist', as discussed and developed by Terence Brown (ed.), Celticism (Amsterdam and Atlanta: Rodopi, 1996 The eight-bar theme of the Variations Op. 12 (Example 3) is inspired by Irish traditional music-for instance, the melodic downward movement at the beginning, the outline of the melodic line, the 'breathing space' in bar 4 and the phrase endings. However, though rhythmically in the manner of a polka, a polka would be played considerably faster than the Andante marked here; the semiquaver leap C#-E in the middle of the first bar would usually move by step (C#-D-E) in a traditional tune; and the allusions to a Scotch snap in the second half of the theme are more reminiscent of Scottish than Irish music. 48 The work consists of four pieces, each using a tune from the Petrie Collection of Irish music as arranged by Stanford. 51 The pieces correspond to the Petrie/Stanford numbers 983, 903, 1089/1247 52 and 902, although Hennessy does not reference them. In his suite, they are called 'Ancient Clan March', 'Cork Reel', 'Sagairt tar teorach' and again 'Cork Reel'-the latter better known as 'Molly on the Shore'. Hennessy's approximately eightminute 'suite' presents arrangements of these four folk tunes in an order and tonal sequence corresponding, more or less, to the movements of a classical suite. The introductory march is marked allegro, the first Cork reel allegretto, 'Sagairt tar teorach' is a slow air, adagio, and the finale, the second Cork reel, vivacissimo. The arrangements are transposed to different keys than the originals but remain mostly true to their models, with the exception of the opening march where the tune is fragmented across the piece after the first eight bars. The other movements begin by stating the folk tunes in full before proceeding to vary them.
In Ireland, the suite was enthusiastically received:
The arrangements of these are without doubt some of the best that have hitherto been published. They are brilliant and clever and are entirely free from the extravagance of finger work, which is generally found in arrangements of the 'fantasie' type, and both parts are evenly balanced. Mr. Hennessy has made a happy selection, and has displayed considerable skill in his arrangements. The 'suite' should prove immensely popular. 53 A writer in The Dublin Evening News, who came across the above article many years later, wondered:
Who could this Franco-Irish musician be that, in a foreign country, sent forth his music burdened with a title in a language almost unknown in its own land, and among its own people? The comment of the Irish Nation of September, 1909 , that 'this suite should prove immensely popular,' has a more than ironic significance in view of the fact that the name of Swan Hennessy is as yet unknown to more than a few dozen persons in Ireland. 54 Petrie, LL.D., R.H.A. (1789 -1866 (London: Boosey & Co., parts I and II: 1902; part III: 1905) . 52 One of many editorial mistakes in this edition is that this particular piece appears twice. 53 'Irish Music and Irish Enterprise-Petite Suite Irlandaise', The Irish Nation, 11 September 1909, an unsigned review included in the first of Swan Hennessy's press books. Entitled 'Programmes et Critiques', these are four large volumes into which were pasted reviews of recitals and publications as well as concert programmes, beginning from 1903 and later continued by his widow until the mid1940s. The press cuttings of reviews do not include page references. The books are still in the family's possession and have generously been made available to the present writer.
Charles V. Stanford (ed.), The Complete Collection of Irish Music as edited by George
The earliest public performance of the suite was probably the one given in Paris at the Salle Érard on 23 April 1914 by Andrée Gellée and Paul Martineau. An Irish performance was broadcast live from 2RN (the predecessor of RTÉ) on 12 September 1931, played by Frederick Stone and Edna Beaven. An arrangement of the adagio movement, by G. Meyer for cello and piano, was a test piece at the Father Mathew Feis, Dublin, at Easter 1923. In the United States, Victor Herbert arranged the whole suite for orchestra and conducted it at Carnegie Hall, New York, on 23 March 1913. In France and Germany the technically easy, yet attractive composition of the piano original was admired. 55 Hennessy reused the basis of the finale of the suite in his first string quartet, simply entitled Suite, Op. 46 (published in 1913) . Here, the first three of the four movements are rather more French or German than Irish in character, whereas the fourth is entirely Irish.
Of particular significance in an Irish context is the Second Quartet, Op. 49 (originally Op. 53), completed in late 1920 when Hennessy learned of the death, by hunger strike, of Terence MacSwiney, the Lord Mayor of Cork, to whose memory the work is dedicated (see Example 4). Hennessy and MacSwiney may have known each other personally since at least 1910. 56 The first movement is particularly solemn, played with muted strings throughout. In a review of the first performance, The New York Herald characterized the work as follows:
begins slowly and sadly in a manner suggestive of the patriot's long self-imposed martyrdom. His gradual weakening and final death are indicated by a subtle progressive change of rhythmic values. In the three movements which follow the effort is to glorify Ireland, and both the more sombre and the gayer sides of the Celtic genius are indicated. There is a clever counterfeiting of the notes of the bagpipe, the occasional introduction of a bright theme from the popular ballads. The triumphant finale acclaims the glorious future of the new Ireland. 57 The second movement, a forceful allegro in C minor (with many modulations), forms the core of the work. It begins in the cello with three solo bars containing the Scotch snap, sometimes using intervals uncharacteristic of folk music. It is followed by a brief, meditative interlude in A major, a beautifully pastoral and elegantly contrapuntal movement. The fourth movement is mostly joyful, mainly allegro but alternating with sorrowful andante passages, and a cello tune drives the piece to its close. The thematic material is used economically throughout and is, for the most part, quite convincingly structured. The quartet does not make use of existing Irish folk tunes, but we are told, in a review of 1924, that the material of the concluding movement is derived from a Scottish folksong (not identified), to which the first two bars allude. Here, Hennessy intended to create a pan-Celtic atmosphere. 58 Example 4: Hennessy, Second String Quartet, Op. 49 (1920) , with the dedication to Terence MacSwiney (Paris, E. Demets, 1920) . The Petit trio celtique is in four movements, alternating between one 'dans le style irlandais' and the next 'dans le style breton'. The work is dedicated to Paul Le Flem, the Breton composer who was among Hennessy's closest friends in Paris. Regional allusions are clearly indicated in his motivic ideas, but with one short exception, he does not use themes from actual traditional music: the first of the two Breton movements has a theme that Hennessy had received from Le Flem. 61 The work convinces by its well-crafted counterpoint, evident in all four movements. In the two Irish-style movements-a quite substantial allegro at the beginning and a short andante-the viola plays a prominent role in agitated ostinatos. The Scotch snap occurs in the cello towards the end of the third movement (see Example 5) , music reminiscent of the contemporary pastoral style of the British Isles. While that style is itself somewhat indebted to French impressionism, the trio sounds rather more British than French, and perhaps this was a key component in Hennessy's interpretation of musical celticism? In fact, it is a feature of his 'Celtic' works generally that he is somewhat less adventurous harmonically in comparison to his prewar piano music. 62 It is almost as if the Irish identity that he fostered so assiduously 59 Performed by the RTÉ ConTempo Quartet at the Triskel Arts Centre, Cork. 'folkloristic sounding melodic idiom' as 'very pleasant'. 65 The Irish Times, reviewing the first performance in Dublin, considered it extraordinarily rich in musical feeling and most definitively original. So much so that attention is gripped and held from start to finish. And it is not so much by the novelty-though that existsbut by the real music and character of the work. 66 Apart A lesser-known piece of Hennessy's is the last that he wrote in an Irish style for piano solo, the Rapsodie irlandaise, Op. 67 (1924) , dedicated to his then fourteen-year-old son Patrice. It was published in Album celtique (1929) that also includes the Variations, Op. 12, Huit pièces celtiques, Op. 51 and the Sonatine celtique, Op. 53. As in several of his Irish works, the score has a footnote to the effect that it contains no 'piece of folklore'. Like the Sonatine celtique, it presents some quite demanding passages. The Scotch snap occurs again, more than once, but another rhythmic figure consisting of a dotted quaver, a semiquaver and quaver triplets is a more striking element, although not borrowed from traditional music. Example 6 shows those features and the most recognizably Irish-style melody, which appears twice in the piece: 65 When Hennessy died in 1929, the French media hailed him as the 'bard of Ireland' who had 'saved the ancient Celtic melody' 69 and applauded his 'original and fine writing because of his exquisite Celtic taste'. 70 The Irish Times noted that 'during the last few years he had devoted his attention specially to Irish national music, and sought in his latest compositions to express somewhat of the Celtic spirit'. 71 In 1931 a substantial article about him and other Franco-Irish relations in music appeared in The Irish Press: element in Swan Hennessy's music, said: 'Its sadness and its gaiety have one characteristic in common: a kind of moderation, discretion, a restraint, amounting almost to reticence.' One feels that the best of our old traditional music would be a revelation to these sympathetic critics whose knowledge of Irish melodies is probably limited to modernised forms of our airs. And one regrets, for the sake of modern Irish music, that a composer like Swan Hennessy did not come into closer contact with Ireland and with the rich inspiration that lies hidden in our music.
In Paris, his chosen home, his very personal art found appreciation largely on account of its original, Celtic flavour. The painter-musician, Georges Migot, who made a funeral oration at Swan Hennessy's graveside at Montparnasse cemetery two years ago, spoke of him as 'an Irish bard who had been received with welcome by the Troubadors and Trouveres of France '. 72 Six months before his death, in an interview for Le Guide du concert, Hennessy had expounded on his Celtic personality:
It is very difficult to respond to you. I don't have a story or even an anecdote to recount about this revelation. I just realized it one day. How it came about, I don't know. Some latent atavism was dormant within me. One fine day it arose, it emerged, and I had to yield to the idea: I was a 'Celtic' composer. The Ireland I had seen so little of in my life stirred within me and guided my ideas. In fact, I have never stopped writing 'Celtic' music, and I acknowledged this explicitly by using the word 'Celtic' in a great many of my titles. 73 Hennessy thus found a spiritual and creative home in musical celticism which provided him with his personal artistic solution among the contemporary issues of musical modernity and identity. 73 'Il m'est assez difficile de vous répondre. Je n'ai aucun drame, aucune histoire, pas même une anecdote à vous compter au sujet de cette révélation. Je me suis aperçu un jour que j'étais tel. Comment cela s'est-il fait, je n'en sais rien. Un atavisme sommeillait en moi, latent. Un beau jour il a surgi, il s'est imposé et je dus me rendre à la vérité : j'étais un compositeur « celte ». Cette Irlande que j'ai si peu vue dans ma vie s'est agitée en moi et elle a conduit mes idées. De fait je n'ai plus cessé de faire de la musique « celte » et d'ailleurs je l'ai reconnu explicitement en accolant le mot « celtique » à un grand nombre de mes titres.' Chevaillier, 792.
List of works
Towards the end of his life, Hennessy compiled a worklist by genre of 86 of his compositions (81 with opus numbers, and more than half for solo piano), arrangements for other instruments and five volumes of pastiches for piano. This handwritten manuscript is preserved, together with a typed copy, among his papers in the family's possession. However, the list is not fully accurate: some of the dates it mentions contradict information in the manuscripts; it does not include some juvenilia and pieces that Hennessy had earlier withdrawn; and it does not give details of the individual items within an opus that is a collection of pieces. It has been used to clarify opus numbers where these are not given in the publications themselves and for information on unpublished music. Otherwise the comprehensive list below has been compiled by the present writer with reference to all available sources: manuscripts, published works and library catalogues.
Works listed with an asterisk are currently (i.e. in 2018) available for free download at http://imslp.org; likewise, works marked with a plus sign are currently (2018) available at http://gallica.bnf.fr.
I. Piano music
Ländliche Skizzen, Op. 1 (1884 
